Introduction
On 25 August 1830, the beau monde of what would soon become Belgium was attending a performance of Auber's romantic nationalist opera La Muette de Portici. Common lore of the Belgian 'operetta revolution' speaks of crowds inspired by the martial tones of the opera running into the streets of Brussels while chanting 'vive la liberté' and opening the fight with the army of the Dutch ruler. Negotiations with the Dutch King commenced a mere three days later. The revolution, so it seems, had consisted mainly of an excitable mob smashing factory machinery in their anger over their lack of employment, along with the display of the tricolore of Brabant-Hainaut. In September, however, fits of rebellion became more numerous and violent, and when Dutch prince Frederik entered Brussels with his army, he encountered a popular fury that quickly turned into a national uprising. The skirmishes in the Warande-parc inspired the revolutionaries to form a provisional government but also inspired the creation of a Belgian nation that could be lived, written and sung. 2 Nevertheless, over the next 75 years, both the flag and the hymn turned into the unmistakable symbols for a distinctly Belgian nation. Romanticised images of the revolution spread, Jenneval and Van Campenhout became national heroes, Marie Abts-Ermens gained celebrity as a woman who made sewing an act of politics and the rest, as they say, is history.
Much of this history has been written, and much has been done to debunk romanticised, nationalist and invented histories of the romantic and invented nation.
3 I do not intend to rewrite or even reinterpret national history. Rather, I want to focus on the Heldentenor who was once believed to be at the cradle of the nation and unravel the ways in which voice, virility and violence were entangled in a slowly changing common language that, in 1860, resulted in a new version of La Brabançonne. Tellingly, its reinvented lyrics boldly stated that 'a manly people should dare to sing with manliness'. 
Masculinity and citizenship
Despite the anthem's insistence on the masculinity of the country's population, histories of masculinity in Belgium are surprisingly rare, and have only started to appear in the last decade.
5 Moreover, most studies of masculinity 'in Belgium' do not deal explicitly with its specific national context, and focus rather on the gendered history of life in the trenches, of Catholic institutions and societies, and of criminalised 'perverts'. Bruno Benvindo's Des hommes en guerre deals with the construction of a military masculine identity in the trenches of the First World War and offers a first exploration into the borderland between military history and a history of masculinity in Belgium. 6 His keen interest in the often 'hidden' individual soldier shows to what extent an analysis of gendered identity can also be a 'history of emotion', and how narratives of masculinity can be interwoven with the evolution of the concept of psychology (especially at the beginning of the twentieth century).
Tine Van Osselaer has likewise brought to the fore a group of men who had been deemed 'invisible': her critical reappraisal of the scholarly narratives of secularisation and the feminisation of religion shows not only that men did not disappear from Catholic life in nineteenthcentury Belgium, but also that 'sentimental' forms of devotion in this period were carried out by men as well as women and that the relation between sentimentality and martiality in Belgian religion between 1800 and 1940 were dialectical rather than an oppositional. Rather than masculinity and femininity, however, the construction of gender differences, as such, is at the centre of her analysis.
7 Thomas Buerman, on the other hand, equally focusing on gender and religion, studies the young masculinity of Catholic schoolboys and the papal Zouaves and offers a possible road out of the often too easily presupposed equation of masculinity and maturity.
